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PROGRAM 
First Essay for Orchestra, Op. 12 
Symphony No. 5 
(in one movement) 
-Intermission-
Symphony No. 9 in E minor, Op. 95 
"From the New World" 
Adagio-Allegro rnolto 
Largo 
Scherzo: Molto vivace 
Allegro con fuoco 
Samuel B. er ' 
(1910-1991) 
Charles Fussell 
(b. 1938) 
•. 
Antonin Dvorak 
(1865-1957) 
Program Notes 
One of the most difficult issues concerning contemporary American 
music is the question of what makes it genuinely American. Today's concert 
includes a work by a European composer that overtly imitates "American 
idioms"; a work by an American composer that looks back to the traditions of 
European post-romantic music; and a work by a contemporary American 
composer whose compositions betray the cosmopolitan character of today's 
music. 
Samuel Barber (1910-1981) 
First Essay for Orchestra, Op. 12 (1937) 
In 1937, conductor Arturo Toscanini invited Samuel Barber to compose a 
work for the recently founded NBC Orchestra. The septuagenarian conductor 
was notorious both for his distaste for modem music and his resistance to 
American compositions. Barber responded to Toscanini's request by sending him 
two compositions: a newly-composed work called Essay and an arrangement for 
orchestra of the second movement of his String Quartet, the now famous Adagio 
for Strings . Early in the summer of 1938, Toscanini sent back the scores without 
comment. It was only some months later that Barber found out through his 
friend, the Italian composer Gian Carlo Menotti, that Toscanini actually 
intended to present both works. Essay (or, First Essay, as it was later re-named 
'after Barber composed two more works with the same title) and Adagio for 
Strings were first performed in New York on November 5, 1938 by the NBC 
Orchestra. That "rare gesture" - the fact that Toscanini included in his 
pfogram two works by an American composer who did not belong to the avant-
garde, and whose musical language was not perceived as purely American -
undermined the instant success of the concert and fueled a controversy. Barber's 
music, quintessentially romantic, was viewed as "the product of a musically 
creative nature," as the reviewer for the New York Times put it, but was also 
criticized as anachronistic. 
Barber's musical language is deceptively simple. Like its literary 
counterpart alluded to in the title, Essay is a short composition that aims to 
"discuss a matter, or express a point of view" by developing organically from 
one main idea. The opening music, first played on the lower strings, is 
elaborated and amplified in the course of the work. At the heart of the piece 
l'e find a playful discussion between the strings and the winds while the cellos 
> state the main idea. As intensity escalates, the timpani and the piano usher 
in the final apotheotic statement of the tune, eventually played by the full 
orchestra. After the climax, the feelings of intensity dissipate as the opening 
phrase gradually fades away in the distance until only its echo is 
heard in the three trumpets. The music ends with just one note, a high E, 
played only by the violins and the piano. Like a good essayist, Barber has 
clearly expressed his thesis, which could very well involve abstraction. With 
the two Essays that followed (in 1942 and in 1978), Barber admitted that he 
strove towards "absolutely abstract music which is essentially dramatic in 
character." It is now up to us to be persuaded. 
Charles C. Fussell (b. 1938) 
Symphony No. 5 in One Movement (1994-95) 
Composer Charles Fussell holds advanced degrees in composition and 
conducting from the Eastman School of Music. He was Artistic Director of New 
Music Harvest, Boston's first city-wide festival of contemporary music, and Co-
founder and Director of the New England Composers' Orchestra. He is ) 
currently a member of the Theory and Composition Department at Boston ). 
University School for the Arts, Music Division. 
Professor Fussell's output includes five symphonies and works for 
various combinations of instrumental and vocal forces, including: Julian (after 
Flaubert) for chorus, soloists and orchestra; Cymbeline (1987), a chamber 
drama after Shakespeare; and Specimen Days (1992), a cantata for baritone 
solo, chorus and orchestra. Wilde, a symphony in three movements for baritone 
and orchestra, was runner-up for the 1991 Pulitzer Prize. The Astronaut's Tale, 
a chamber opera set to text by Jack Larson, was premiered by Collage New 
Music Ensemble in May 1998. 
Professor Fussell has received Fulbright, Ford, and Copland 
Foundation Grants, as well as grants from the Massachusetts Council of the 
Arts and Humanities and numerous commissions. Jn 1992, he receiyed a citation 
and award from the American Academy of Arts and Letters. As a conductor, he 
has performed and recorded the music of many contemporary composers. Two of 
his compositions were released by Koch Records in August 1997: Specimen 
Days, with Boston's Cantata Singers conducted by David Hoose, and Being 
Music, with the Lydian Quartet. Sanford Sylvan was the baritone soloist in 
both performances. Professor Fussell's music is published by G. Schirmer, 
Lawson-Gould, and Fallen Leaf Press. 
Symphony No. 5 was written in 1994-95 in memory of Virgil Thomson. 
The premiere was given in November 1996 by the New Hampshire Symphony 
under the direction of James Bolle. 
Although in one movement, as the title indicates, the work consists of 
six sections, each one clearly articulated by the introduction of different ideas. 
The first section contains most of the main themes of the work. It opens wit! 
bells introducing three-note groups above long imitative lines on the strings. 
This theme will dominate the middle section of the Scherzo, almost 300 
measures later. In an almost antiphonal fashion, the strings combine with a 
chorale passage in the winds, which brings the music to a cadence on F-sharp . 
A cadenza for solo flute leads to the second section, for full orchestra, where 
percussion and wind instruments predominate. This massive orchestral sound 
gradually leads to a concluding pianissimo and a slow theme on the strings 
ushers in the third section. A choir of muted brass plays the chorale theme, 
which is combined with the opening theme on the strings. The fourth section is 
a miniature Scherzo movement for string orchestra, this time combined with 
harp, celesta, bells, and percussion. The intensity of the music is interrupted by 
a sudden entrance of the timpani, brass, drums, and winds. In a climactic 
fortissimo, the fifth section brings back the main themes of the previous 
sections. The music dissolves into another cadenza, this time for oboe, flute, 
piccolo, and celesta, which functions as a transition to the sixth section. This 
eluding section is in two parts: quick music with ever shorter measures and 
er divisions and a recall of the chorale melody, this time played forte by 
the brass and woodwind. This idea is harshly interrupted on all sides by the 
remaining instruments of the orchestra, playing fragments of the opening string 
theme, also forte and transformed in character, as the symphony drives to its 
forceful close. 
Antonin Dvorak (1841-1904) 
Symphony No. 9 in e minor, Opus 95, "From the New World" (1893) 
In 1891, the year Dvotak was appointed Professor of Composition at 
. the Prague Conservatory, he also received an invitation to become Director of 
the National Conservatory of Music in New York. This was only the latest in a 
series of honors that had been bestowed upon Dvo~ak as a result of his artistic 
success. Jeanette Thurber, the founder of the Conservatory, convinced Dvorak to 
stay in New York for three years, from September 1892 until the summer of 
1895. During this period, he composed some of his finest works. His Ninth 
Symphony, subtitled "From the New World," was written between January 10 
and May 24, 1893, and it has si,nce become the most well-known of all his 
orchestral compositions. The premiere was given by the New York 
Philharmonic under the direction of Anton Seidl on December 16, 1893. 
Dvorak's last symphony remains one of his finest essays in melodic 
lyricism. A nationalist composer par excellence, Dvorak also set out to 
discover the nature of American national music. Influenced by the American 
Negro-Spiritual tradition, he maintained that the music of African 
and Native Americans should be the foundation of American music. The 
composer's credo is immediately manifest in the opening movement of the 
work. Its uses musical elements that sound distinc.tly 11 American"; including 
irregular rhythmic accents, syncopations, pentatonic scales, and even 
quotations from actual spirituals such as 11Swing Low, Sweet Chariot" (which 
forms the basis of the second theme). These folk elements, however, are also 
similar to characteristics associated with the music of the composer's native 
Bohemia, idioms that the composer had often emulated in his music. 
The Largo, one of the most celebrated movements in the symphonic 
repertory, is said to have been inspired by H. W. Longfellow's long narrative 
poem "The Song of Hiawatha," itself based on a Native American story. The 
movement opens with the winds playing a chorale-like melody, whose 
solemnity gives way to an equally moving idea: the velvety sound of the solo 
english horn singing a melancholy melody over muted strings. The clarine~­
briefly join in, and the theme moves from the english horn to the strings ru 
then back to the english horn, the last utterance sounding like an echo on the 
muted horns. The woodwinds present the second theme, played over a bass 
pizzicato line. After a brief reminiscence by the trombones of the opening 
theme of the first movement, the Largo theme returns on the english horn. The 
movement closes the way it began with the chorale melody. 
The third movement combines the effervescence of a Scherzo with the 
captivating simplicity of folk dances. In a substantial coda, the horns bring 
back the theme from the opening movement. The music disappears'into a 
mysterious pianissimo that is abruptly interrupted by the final fortissimo 
chord. In the final movement, trumpets and horns first announce the main 
theme, a bold, regal melody which is then developed by the whole orchestra. 
Themes from previous movements are combined with those from t}le last 
movement in a final apotheotic conclusion. 
Dvorak's nine symphonies belong to the period that Carl Dahlha~s 
has called the "second age of the symphony". This period is defined by works 
that came into existence in the second part of the nineteenth century as a 
reaction to Beethoven's grand contribution to the genre. During this 11second 
age," the symphony was mainly represented by composers such as Tchaikovsky 
and Dvo~ak, who did not adhere exclusively to the Austro-Germanic tradition. 
However, with his "American" Symphony firmly rooted in the nineteenth-
century symphonic tradition, Dvofak brought that tradition to its pinnacle. 
Here he sums up the formal mastery, lyrical diatonicism, and meticulous 
orchestration that had come to characterize the symphonic tradition of a 
century that was coming to end. 
-Eftychia Papanikolaou 
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You can help support these talented young artists by joining the Friends of 
Music at the School for the Arts. For information, please contact Leslie 
Dressler, Director of Development, Boston University School for the Arts, 855 
Commonwealth Avenue, Boston, MA 02215 or call 6171353-3345. 
